I n t r o d u c t i o n
This paper explores secondary school music teachers' current practice with regard to the organisation and assessment of composing at Key Stage 4. It draws on research undertaken on a nation-wide basis in England, via the use of two online surveys and face-to-face interviews. In terms of the organisation of classroom composition, the study found that the place of staff notation is currently under-theorised in terms of a developmental musical thinking tool, as opposed to what might be termed a 'storage system'. The research also found that ICT has brought composing to a wider range of participants. Considerably more time is spent on composing than other musical processes within a typical Key Stage 4 music classroom. The study found that music teachers are, in general, satisfied with the sorts of assessments which are being done at Key Stage 4. Examination Board criteria for assessing composing are universally utilised but there is a feeling that whilst these criteria are fit for purpose, they do not always reflect the effort that students have put into their
work. Some styles which are 'set' by examination boards are seen as being inappropriate for some students to access.
I n t r o d u c t i o n

This paper explores secondary school music teachers' current practice with regard to the organisation and assessment of composing at Key Stage 4. It draws on research undertaken across England, via the use of two online surveys and face-to-face interviews. It was funded by the Associated Board of the Royal Schools of Music (ABRSM). The purpose of the research was to investigate how teachers organised their teaching and assessment of composition at Key Stage 4, and their views are on this. This paper presents our findings and offers some commentary on them.
T h e r e s e a r c h c o n t e x t
The notion of 'composing' as a curricular activity suitable for all students in the secondary school has received increasing attention in academic circles in recent years. Burnard has investigated a number of aspects of the composing process, including its relationship to
Correspondence to Jonathan Savage improvisation (Burnard, 2000a , 2000b , how students derive meaning from composing, and what they do whilst undertaking it (Burnard, 2002; Burnard & Younker, 2002 , 2004a , 2004b . Odam (2000) and Paynter (2000) also noted that there had been issues with the teaching and learning of composing in schools. This is an area also investigated by Berkley (2001) , who described problems teachers found with developing an appropriate pedagogy for the teaching of composition.
We know that a lot of composing within school classrooms happens in groups, and the group composing process has been deconstructed in terms of the stages students work through (Fautley, 1999 (Fautley, , 2005 . Social interaction plays a large part in group composing (Burland & Davidson, 2001) , and this has also been investigated in terms of the ways in which students talk with each other (Miell & MacDonald, 2000; Major, 2007 Major, , 2008 .More recently, what Activity Theory can tell us about group composing has also been studied (Burnard & Younker, 2008) .
Assessment is a key area of interest in contemporary educational discourse. The role of formative assessment, and its place in raising standards has been well documented (Black, 1995; James, 1998; Black & Wiliam, 1998 Assessment Reform Group, 1999 , 2002 Black et al., 2003a Black et al., , 2003b Black et al., , 2004 . Summative assessment too has been researched, and its role as a 'high-stakes' tool discussed (Stobart, 2001 (Stobart, , 2008 Harlen, 2005 Harlen, , 2007 . Formative assessment, also known as assessment for learning (AfL) , has figured in a number of governmental initiatives for schools. Interestingly, it was a music lesson which was chosen as an exemplar for teachers of all subjects for training in AfL (DfES, 2002) .
Formal assessment of composing happens at Key Stage 4 through the General Certificate of Secondary Education (GCSE) and the British Technology Education Council (BTEC) diplomas, such as the Music Production or Music Technology qualifications. In both these sets of qualifications, assessment criteria are provided by examination boards.
The assessment of composing, particularly in the English context, has received less attention than the areas outlined above. We have some general overviews (Stephens, 2003; MacDonald et al., 2006) and specific research involving teachers (Byrne & Sheridan, 2001; Byrne et al., 2003) . Burnard and Younker (2004b) mention assessment in their analysis of individual composing pathways. Mills (1991) investigated the musical nature of assessment, whilst from an American perspective, Brophy (2000) looked into developmental matters. From a pragmatic classroom perspective, Bray (2000 , 2002 and Adams (2001) ' (Creswell, 2009, p. 203) . Another factor in the employment of a mixed methods approach was that we wished to combine quantitative responses with qualitative judgements, being cognisant of the notion that 'research approaches should be mixed in ways that offer the best opportunities for answering important research questions' (Johnson & Onwuegbuzie, 2004, p. 16) , and that employing a mixed methodology is 'more than simply collecting and analysing both kinds of data; it also involves the use of both approaches in tandem' (Creswell, 2009, p. 4) .
With these factors in mind, the research was designed to take place in three phases:
• Phase 1: Initial online survey.
• Phase 2: Follow-up online survey.
• Phase 3: Individual interviews with teachers. P h a s e 1 : I n i t i a l o n l i n e s u r v e y ' (Cohen et al., 2007, p. 328 (Marshall & Rossman, 2006) .
A complete list of the questions used within the interview framework can be found in Appendix C.
D a t a a n a l y s i s (Glaser & Strauss, 1967) . This was undertaken as an iterative process, with increasingly fine-scaled unique codings arising as a result, in a developed form of axial coding, followed by coding for process (Strauss & Corbin, 1990, p. 163 (Wright, 2003, p. 127) .
Data analysis was undertaken in a number of ways. Qualitative analysis of free text responses was coded using a grounded theory approach
Given the dual elements within the research question on the organisation and assessment of classroom composition, the following discussion will focus on these two topics, starting with the organisation of classroom composition before moving on to consider the assessment of classroom composition. However, as will become apparent, at certain points these distinctions become blurred. J o n a t h a n S a v a g e a n d M a r t i n Fa u t l e y Of the stimulus types, musical ones tended to be the preferred modus operandi for composing, with those being directly musical, or using musical frameworks being the most popular (Fig. 2) .
T h e o r g a n i s a t i o n o f c l a s s r o o m c o m p o s i n g
At Key Stage 4, the majority of composing is done on an individual basis. Opening questions within the Phase 1 online survey revealed that a little over 60% of composing is done individually, with paired composing coming a long way behind at around 16%. This marks a major shift from students working in groups at
However, when we look at the phase specificity of responses we notice that there are some that are deemed more suitable for specific age phases (Fig. 3) (Fig. 4) (Savage, 2009) J o n a t h a n S a v a g e a n d M a r t i n Fa u t l e y T h e o r g a n i s a t i o n a n J o n a t h a n S a v a g e a n d M a r t i n Fa u t l e y T h e o r g a n i s a t i o n a n d a s s e s s m e n t o f c o m p o s i n g a t K e y S t a g e 4 i n E n g l i s h s e c o n d a r y s c h o o l s (Wiliam, 2000, p. 118 (ABRSM, 2008; Fautley & Savage, 2011 . London: Sage. BLACK, P., HARRISON, C., LEE, C., MARSHALL, B. & WILIAM, D. (2003a) 
Most teachers at Key Stage 4, it seems, separate out the various musical processes and teach them in isolation from each other.
T h e a s s e s s m e n t o f c l a s s r o o m c o m p o s i n g
At Key Stage 4, the assessment criteria published by the examination boards form the backbone of what teachers do with regards to assessment of composing. In the Phase 1 online survey we asked teachers how easy they found it to mark their students' composition work in accordance with the examination board criteria. Eighty-six per cent of teachers responded that they either agreed or strongly agreed that it was easy to mark in this way However, finding the criteria straightforward is of little utility if the results are at odds with teachers' impressions of how well (or otherwise) students are doing in schools. So, we asked whether teachers felt that the criteria are appropriate and whether they felt that the marks fairly represent each student's attainment in composition. Here again there was a feeling that this was the case, with a fairly close mapping to the satisfaction results of the previous question. The Phase 2 online survey statement, 'I feel that the criteria give marks that fairly represent the effort put in by the student, and progress made over the course' caused a higher level of disagreement. Here 42% of respondents disagreed with the statement in the question. Free text responses within the Phase 1 online survey, and a supplementary question in the Phase 2 online survey, explored this issue further. Respondents felt that the following ideas could make their use of the criteria fairer to the work their students had put into their compositions. This was confirmed in the Phase 3 interviews: The criteria as it stands is very vague, though it mentions areas of composition marks are awarded overall and this can make it difficult if a student does some things well and others very poorly. (Female teacher, in interview)
T h e o r g a n i s a t i o n a n d a s s e s s m e n t o f c o m p o s i n g a t K e y S t a g e 4 i n E n g l i s h s e c o n d a r y s c h o o l s
d a s s e s s m e n t o f c o m p o s i n g a t K e y S t a g e 4 i n E n g l i s h s e c o n d a r y s c h o o l
